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THE object of this work is stated by its title. A few words of 
explanation seem, however, to be necessary. The brevity of many 
of the exercises, and their comparative fewness — in some instances, 
as, for example, in the altered chords, only three or four under a 
heading —are due to the following reasons. Experience teaches 
that in cases where a special progression is in question, fhe learner 
often masters his task most satisfactorily, when a few short exercises 
pointing directly and specifically to the progression in question are 
transposed a goodly number of times. If those who have won the 
mastery in these matters will consider their own experience, they 
will find that familiarity with a progression —due to repeated 
writing, or due, oftentimes, to the correction of many exercises — 
is the road over which they have passed to this mastery. In the 
study of harmony the learner is made acquainted with each chord and 
its possibilities, after a certain order, and with more or less detail; 
quite as an apprentice learns the purpose and handling of the tools 
in his tool chest. And it is only when considerable material — in 
other words, considerable skill—has been got together that the 
learner is allowed to make anything, to construct. The work of the 
learner may be called, then, a process of comprehending and of 
assimilating, for ready use, the technicalities which underlie the 
conventional connection of chords. As has just been said, these 
conventionalities — we call them ‘* progressions ””— are most readily 
made one’s property through that familiarity which comes from their 
frequent use. It is hoped, then, that the comparative paucity of 
material in certain parts of this work will be understood aright. 


In the florid sopranos, on the other hand, may be found several 


iv 


exercises of a kind. Experience shows that in advanced harmony the 
learner fails to grasp his task quite as often as in the earlier lessons; 
that he stumbles quite as much and is as easily discouraged. If, 
however, one exercise of a kind be written two or three times, until 
the idea be grasped, the following parallel or similar exercises may 
then be assayed with the prospect of writing them correctly at the 
first attempt. The encouragement and the assurance which come 
from success, in other words from the possession of more technique, 
will prove of wholesome effect, inthe mastery of this interesting and 
valuable part of the harmony course. It is suggested that in ad- 
vanced work two or three subjects be undertaken simultaneously ; 
for the element of gradual growth, dependent on reflection and 
observation, not only during the times of actual writing, but also 
between them, enters vitally into this problem, and should be borne 
in mind. 

Special hints and suggestions have been attached, when necessary, 


to the sections requiring them. 
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EXERCISES IN HARMONY. 


. 
CHORD SKIP MELODIES. 


All the elementary exercises should be written or played in close 
harmony: soprano, alto, and tenor in right hand. On the adoption 
of open harmony, the inner voices will lose their subserviency to the 
soprano, will cease to follow it blindly, and the principles of pure 
ah oS may be employed. 
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Il. 
REPEATED TONE MELODIES. 
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IV. 
CHORDS OF THE SIXTH. 


SUGGESTIONS. 
One chord, if possible, for a skip. 


Endeavor to make occasional scale progressions in bass, if only 
two notes long. This is the beginning of melodic bass writing. 
Such progressions will occur in the successions: 16 IV, I[V® V8, V6 I. 

Play at first without alto and tenor, the mind fixed on inventing 
a good flowing bass. 

Root or fifth in soprano, third possible in bass; third in soprano, 
root in bass. 
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V. 
THE SIX FOUR CHORD. 


Three uses: 1, when melody-rises and falls a second, involving 
the stationary bass, so called (see a); 2, when the melody moves 
from root to third or from third to root of a chord, the intermediate 
scale step in the melody being doubled in the bass, as the § bass 
note, the whole bass progression, the so called scale bass, being the 
reverse of the melody (see 6); 3, when the melody note, two, three, 
or four times repeated, permits the bass to skip to the various chord 
tones, the so called chord skip (see c). 
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VI. 


DOMINANT SEVENTH INVERSIONS. 
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THE SECONDARY TRIADS IN MAJOR. 


GENERAL USE OF ROOT CHORDS. 


Connecting principal triads. Preferably in close harmony 
throughout. 
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SPECIAL USES. 
The 1 in the progression, 1 V I. Scale steps in soprano: 2, 2, 
Vi 
13 45 4533 4) 2,33 6, 5, 5; ete. 
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The 1 in the progression, 1 18 V I. Scale steps in soprano: 4, © 
V. 


7 
3, 2533 4,3, 2, 1; 2,5 I, 7, 1 


1. 


2. 
pe greee [ann es Bet 
7 — = — 


The 1 in the progression, I u1 V. Scale steps in soprano: 1, 7, 6. 


SSS eS Se 


F SeiPreciness | ATOrTEaapeereciers 
Cases SS FAR 


The vi in the deceptive resolution ( deceptive cadence), V,, v1. 
Scale steps in-sopran0: 15 °9,16" 4,07. dus ay 25 yar tae 
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VIII. 
INVERSIONS OF SECONDARY TRIADS IN MAJOR. 


The 11, in the progressions: 11, V, I or 1, I$ V, I. Scale steps 
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The vi and vir,. Progression: vu, I, or Vig; I. Scale steps 
in ee Ty 8. Ay 3. 
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|B, Ge 
THE LEADING-TONE TRIAD. 


Used principally as a chord of the sixth. 
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XI. 
SEQUENCES. 
Involving triads, uninverted and inverted. 
Motive 
6 6 
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EASY EXERCISES IN OPEN HARMONY. 


TRIADS AND V, INVERSIONS. 
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XITI. 


MORE DIFFICULT EXERCISES IN OPEN AND CLOSE 
HARMONY. 


May be harmonized in greater part by principal chords, 
SUGGESTIONS. 


One chord (root) for a skip, if possible. 

If the melody skips, endeavor to carry an inner voice, or both inner 
voices, up or down, according to the direction of the skip, before the 
skip itself. This will give at least one held tone during the skip. 

A V, inversion may sometimes be used in the cadence. 

Omit fifth for sake of a smooth lead. 

An angular soprano requires a smooth bass; hence, use V, inver- 
sions freely. 

Three voices may move in parallel motion if one voice be held 
still; often the case when a chord is repeated. 
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XIV. 
SECONDARY TRIADS, IN MINOR. 


Open or close harmony; preferably, from this point on, open and 


close, according to location of soprano notes, high or low. 
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XV. 
INVERSIONS OF SUBORDINATE TRIADS, IN MINOR. 
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XVI. 
THE UNINVERTED NINTH, IN MAJOR AND IN MINOR. 
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XVII. 
THE INVERTED NINTH, IN MAJOR AND IN MINOR. 
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XVIII. 


DIMINISHED SEVENTH INVERSIONS. 
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By changing the signatures, the above exercises may be used for 


practising the diminished seventh in the major mode. 
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XIX. 
MODULATION IN GENERAL. 


KEYBOARD EXERCISES DESIGNED ESPECIALLY FOR THE 
ACQUIREMENT OF DEXTERITY. : 


a. Modulations indicated by the leading tone; place the seventh 
in the other outer voice; likewise the fifth. 


To major, and to minor keys 
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tones. 


Se 


6. Modulations indicated by the seventh; place the leading tone 
in the other outer voice; likewise the fifth. 


To major keys. 


Cadence 
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4. To minor keys, 
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5. To major keys. 


——— SS 


oS SS el See os 


= Serene eo Efeeieat a eee — = 


pc sere = Fee = 


= 


—— Deen ee ee o— eres jee Bae x 
eee Sataa Saas 


KXERCISES IN HARMONY. 27 


= 


28 EXERCISES IN HARMOQFY. 


Eo. a 
MODULATION BY MEANS OF A MEDIANT CHORD. 


To keys, more or less remote; modulating dominant made acces- 
sible by the use of the upper or lower mediant of the primary key. 
The mediant should contain a sharp if modulation be to a sharp key, 
a flat if toa flat key; the mediant may also be made accessible, if 
necessary, by changing the mode of the primary tonic chord. 


EXAMPLES. 
tole. ne oe | C to ff be 
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Modulate at keyboard from any given tonic to all major and minor 
keys. The smoothness of the modulation may be increased by the 
use of the nearest dominant seventh inversion, or diminished seventh 
inversion, taken after the mediant. Amplify by the addition of a ca- 
dential progression. 


XXI. 
MODULATION BY MEANS OF A SUPERTONIC SEVENTH. 


This mode of modulation—to some keys very harsh—may often 
be made very effective and bland by lowering the fifth of the me- 
diating supertonic seventh chord if the modulation be to a major key. 
Inversions are recommended. 

C toe. sek C to G, ae 
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XXII. 


GRADUAL MODULATION TO A KEY, MORE OR LESS 
REMOTE. 


Made best in the form of a period —two balancing phrases. Move 
through two or more intermediate or related keys in the first phrase, 
and one or two keys in the second, the last key being related to the 
prospective tonic—a minor key if this tonic be major, and vce versa, 
Close the period, and take te dominant seventh of the prospective 
Xxey, preferably in some inversion. This dominant may be resolved 
at once, or, in the case of a public performance, the resolution, the 
tonic chord, may be used first in beginning the new piece toward 
which the modulation has tended. A pause on the final dominant 
raakes the tonic fresh and effective. 

This mode of modulation may be used, however, in the form of a 
single phrase, as shown below. 

May be studied with most profit after chromatic chords and decep- 
vive resolutions. 
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XXIII. 


ve SUPERTONIC SEVENTH, IN MAJOR AND | IN MINOR. 
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XXIV. 
THE INVERTED SUPERTONIC SEVENTH, IN MAJOR AND 
IN MINOR. 
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XXV. 
SECONDARY SEVENTH CHORDS: IN GENERAL. 
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SECONDARY SEVENTH CHORDS, INVERTED. 
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XXVIII. 
THE RAISED AND LOWERED SCALE STEPS. 


THE RAISED FIRST STEP, IN MAJOR, 


Su. o ime 
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THE RAISED SECOND STEP, IN MAJOR: 
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THE RAISED FOURTH STEP, IN SNAJOR: 
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THE RAISED FIFTH STEP, IN MAJOR. 
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LOWERED SIXTH STEP, IN MAJOR: 
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THE RAISED SIXTH STEP, IN MINOR. 
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THE RAISED FOURTH AND SIXTH STEPS, 
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THE LOWERED SEVENTH STEP, IN MINOR. 
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THE NEAPOLITAN SIXTH; IN BOTH MODES. 
(THE FLAT SECOND STEP) 


Resolves also to diminished seventh—on raised fourth step in 
minor, on raised second step in major; or, to 11, with sharp third,— 
Yi ieee fourth step— in major. 
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eA ks 
AUGMENTED SIXTH CHORD. 
Three resolutions: by expansion, by skip, by parallel motion. 


In major. 
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THE AUGMENTED SIX-FIVE. 


In major. 
td Resolutions. 
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THE CHORD OF THE DOUBLY AUGMENTED FOURTH. 


In major. 
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THE CHORD OF THE AUGMENTED SIX-FOUR-THREE. 


In major. 
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KK. | 
ALTERED CHORDS WITH A DIMINISHED THIRD. 


Also with chromatic interval—augmented sixth—in any two upper 
voices. 
The Iv7; raised root; minor mode. 
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The 117; raised third; minor mode. 
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The 117; raised root and third, lowered fifth; major mode. 
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XXXI. 


DECEPTIVE RESOLUTIONS OF DOMINANT OR 
DIMINISHED SEVENTH. 


Modulate from the following seventh chords, using each member of 
each seventh chord as a root, a third, a fifth, a seventh, of a dominant 
seventh chord, and of a diminished seventh chord; resolve each new 
dissonance and add cadence. Use enharmonics if necessary. 
Change position of V7 if necessary to avoid parallels, or skips. 


EXAMPLE. 
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XXXII. 
THE ENHARMONIC CHANGE OF A SEVENTH CHORD. 


Write, or better, play, enharmonic changes of the final chord in 
each progression in the following manners: 1, without changing the 
pitch (sound) of any member of the chord; 2, changing the pitch 
of one member; 3, changing the pitches of two members; 4, chang- 
ing the pitches of three members. Exhaust the possibilities in each 
case, and to each enharmonic change — modulation—add the proper 
cadence. 
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XXXIIT. 
THE ENHARMONIC CHANGE OF A TRIAD. 


Exhaust possibilities of a Change position if necessary. 
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XXXIV. 
CHROMATIC APPROACH TO CADENCE. 


The bass note preceding the § chord may be harmonized in each 
case by various chromatic chords; as experiment will show. 


In major. 
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In minor. 
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XXXV. 
SUSPENSIONS. 
THE SINGLE SUSPENSION. 


Possible whenever a voice moves downward a major or a minor 
second. 


Model for insertion of suspensions in soprano. 
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Insert suspensions in bass. 
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53 
mY Se 
THE RETARDATION—RISING SUSPENSION. 
Possible when a chord member rises a second, mitjol or minor. 
Insert retardations and suspensions. 
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XXXVIL. 
DOUBLE AND TRIPLE SUSPENSIONS. 


Based on the descending scale steps involved in the progressions: 
o 0 
Tur, V7 I, Vz vi, vir I or vi, virgo I or vi, etc. Modulate freely, to 
avoid monotony. 
mee suspensions. 
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Vilzo before each suspension. 
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XXXVIITI. 
THE APPOGGIATURA, AND APPOGGIATURA CHORDS. 


The appoggiatura chord, so called, may be made up wholly of ap- 
poggiaturas ; or the appoggiatura in the soprano may be accompanied by 
a passing note or passing notes, or by an appoggiatura and a passing 
note. In most cases the appoggiatura chord will look like a dimin- 
ished seventh minus one of its members. The distance of each un- 
essential tone from its tone of resolution—either a major or a minor 
second—must be decided by the ear. 

Insert appoggiaturas and appoggiatura chords so called. 
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XX XIX. 


THE DELAYED AND THE EMBELLISHED RESOLUTION 
OF THE SUSPENSION. 


Insert in soprano. 
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In bass. 


>. 
+ 


ta O-| 
4 a te 


rt 


= 
UA) = 
ret) OS 
| = 
oo 
TT Te | 
anes 
lie@LL 
ft 
ee. 
it 
ea. 
3 i) 
ei} 
“Hy 
my 
e. 
: 
ane 
(aH 


M 
a | es 
J) 
wil 
a 
LLitJy 


60 EXERCISES IN HARMONY. 


XL. 


THE ANTICIPATION. 
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3. 
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XLII. 
EMBELLISHMENTS. 
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XLIII. 


CHORALES, CONTAINING MODULATIONS, SUSPENSIONS, 
SUBORDINATE SEVENTHS,-£ 0G, 


ie 
Ge Sees =a 


Ss an 
eS Sepa Etta [el 


IIo 


gus 2S = a es eae = 


SSS SS eee 


gers “E—— a ee . eS II == 
Gm ase ered ea ed ceed acd oe == 
raseeee Ee a= ee ae = 3 


EXERCISES IN HARMONY. 62% 
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XLIV. 
OBLIGATO MELODY. 


FIGURED BASSES FOR THE INVENTION OF MELODIES IN THE 
VARIOUS SMALLER FORMS. 


{Material taken from the classics. ] 

These basses may be used, as is partly shown in the Model, for the 
development of part writing, or of pianoforte writing, with or without 
an accompanimental part; or, two instruments may be employed. As 
the object of these exercises is to develop the power to construct a 
melody, and as a good melody is always made up of particles, vary- 
ing in length, and often in character, the learner should regard care- 
fully the brackets over the various exercises. From them he will 
see how long to make these particles, or melodic clauses; will be 
taught, when they are of equal length, where he may use parallel con- 
struction, in other words, use the transposition of the same melodic 
motive, with or without slight alteration. This work may be taken 
up with most profit during advanced harmony. It may be well to 
say that several settings of one bass are more valuable than one set- 
ting each of several different basses. 
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5. 
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7. 
Allegretto con moto. MENDELSSOHN (altered). 
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9. HAYDN. 
Andante. a era 
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XLV. 
RUNNING BASSES. 


These basses, containing passing tones, appoggiaturas, etc., may 
be treated in various ways; that is, the right hand part may be writ- 
ten with one chord for four bass tones, two chords for four bass tones, 
and so forth, according to the judgment of the teacher and the skill 
of the scholar. Labor and time may be saved by writing the bass on 
the undermost of four staves, and placing the different right hand 
_ parts on the three upper staves. Examination of Nos. 2 and 3 will 
show some of the possibilities. Diligent practice is recommended. 


1, Andante, 
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2. Allegro. HILLER. 
Rhythms of right hand part. 
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Moderato, 
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6. Allegro. 
7. Allegretto. 
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8.Moderato. 
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XLVI. 
VOLKSLIEDER. 


For a solo instrument with accompaniment. A great variety of 
accompanimental forms is possible here, and is recommended. Two 


or three settings of the same song will enlarge the scholars’ profi- 
ciency. 
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XLVII. 
FLORID SOPRANOS. 


These florid sopranos may be treated partly as piano pieces, partly 
as pieces for a violin with piano accompaniment. Or, to acquire 
skill, the same exercise may be set in both ways—the task of com- 
pressing a piece for two instruments into the bounds of ten fingers, 
or the opposite procedure, being always a valuable schooling. A 
great variety of accompanimental forms may be employed, and their 
practice will train and make ready for later original work. 
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3. A llegr eto, 


4. A ndante. i 
9p pt Pe ee 
aaa ski aaa epee et ee ‘| 
=a —— Saisedime a oats 


UNACCENTED PASSING NOTES. 


Andantino, 


dieties agee=e= ac Se ee === =e = 


== 


af = 5 
eu ca 22a aa ele 2 Ser Soe ees = sien || 


6. Allegro. 


+=Unaccented passing note. 


82 EXERCISES IN HARMONY. 


PASSING TONE AND APPOGGIATURAS. 
8. Tanga HILLER. 
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11. Allegro. APPOGGIATURAS. 
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UNESSENTIAL TONES IN GENERAL. 
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19. Allegro ma non troppo. LANGHANS, Violin Etude. 
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21. i di Mazurka. —_——<—._ 
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KREUTZER, Violin Etude. 
23. A llegro moderato. 
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24. A pa amabile, 
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29.Tempo di Polacca. 
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31. L. SCHUBERT. Violin School. 
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